﻿The reader is warned in THE PREFACE that thc authors dclibcratcly confined thcir study of thc (vuvre of loan Andreescu ( - ) to only two aspects, which they regard as esscntial: the specific character of his pictorial idiom and the 'content' of his sensibility To bring out the artist's originality in these respects, the authors deem it fit, in Chapter Two of the book, TO PLACE ANDREESCU'S WORK IN THE CONTEXT OF HIS TIME: with reference of the one hand, to Romanian painting from Theodor Aman ( - ) onwards, the protagonist being Nicolae Grigorescu ( - ) and, on the other, to the French painting of the second half of the nineteenth century In terms of sensi-tivity to colour, Aman can hardly be taken into consideration, since his art is still too heavily indebted to academicism And while Grigorescu has remained, in the eye of many people, the greatest Romanian painter of his day (and the authors never intend to deny his great artistic and human quali-ties, or his role as the founder of the Romanian school of modern painting), Andreescu objectively excelled his forerunner by the complex chromatic structure of his pictorial matter and by his intense, saturated colours, unequalled even in the best pain-tings of Grigorescu - an artist whose inte-rests were turned chiefly towards inter-preting light through value In order to familiarize the reader with the stylistic features of Andreescu's painting the authors seek to reiate this painting, in yarious ways, to sevcral contemporary artists, Romanian and foreign - notably French ltt> closenecs to Courbet's art is shown to be of a rather technical nature, meaning that, like many innovating artists who came after the French mașter, Andreescu was alive, from his earliest works, to the in striking a balancc between a concise manner of expression (e g Grigorescu's) and a fully sphcrical onc Expressing form entirely is blcnded with a rigorous enough observancc ■- though allowing of some 'modern' liccnces - of thc three- dimensionality of space (d) Colour uscd to express space In representing space, Andreescu applics both the Renaissancc perspectiva! principlcs concerning the relation bctwcen size and distance, and the modern' oncs of inter-preting distance through colour The possi-bihty ol renouncing thc three-dimensional representation of space by thc imitative means of acriul perspective, which leads, first of all, to a chromatic disruption of thc unity of the canvas, bccomcs evident in thc representative works of Andreescu Likc Pissarro in thc phase of carly impresionism, Andreescu manages to reconciliate chromatically thc expressive virtucs of thrcc- dimcnsionality with thc decorative oncs of two-dimensionality, in a synthesis which preserves the essentials and removes t c imperfections of both these approach^s As regards thc stylistic status of Andrc-cscu's painting, the authors maintain - and this is a basic idea of the entire book - that his belongs neither to impressionism nor to the Barbizon school, which both have their own status and distinct stylistic autonomy In this respect it is connccted, as has already been pointed out, with some works by Pissarro and with those of Sislcy, Manet, Bazille and Van Gogh (in his carly Parisian period) While in general such works are accounted 'impressionist' only because they bear the signatures of artists regarded as impressionists, this does not mean that they actually possess in full thc characteristics of impressionist painting, or that other characteristics they have might be less valuable They are simply different, and deserve to have an identity of their own within an art which, for some of these painters, was a gateway to impressionism, for others - to 'grand painting' and for others - even to expressionism For some of them, howcver, who either died young (Andreescu, Bazille) or found it better suited to their resources (Manet), this form of art remained the only tool cmploycd in that particular artistic period The most numerous similitudes in this respect are found between Pissarro (in thc years - ) and Andreescu, in whosc works the blending of three- and two- dimensional representation results in a flattened space which, strangely enough retains the attributes of distance This space is simultaneously flat and deep, close and distant, a kind of nearer distance (or a more distant ncarness) similar to the optica! effect of a photo lens that shortens thc perspective instead of lengthcning it (as does a depth objective) This flattened space, so much used nowadays in films shot with widc-angle lenscs, unfolds upwards, but also in depth, confronting the viewer with a charming ambiguily of great expressive and aesthetic valuc Even were we to remove all thc graphic marks of linear and aerial perspective from onc of Andreescu's representative works, thc colour would still remain organized in depth, owing to thc structural determinations to which thc artist subjects it With the cxccption of his few chiaroscuro picturcs, in all his works Andreescu achieves an impression of space wether by using colourcd greys (Mai kct-place at Buzău, Roadside Hoțise, - cxccpting pcrhaps, Manct * i thc Of liaht in a picturc, which govcrns the acti-v r ' of hc cciours As lor thc role playcd by the stroke (le trăit) in thc cc?' '^ of a nieture, Andreescu always stands this side of impressionist syntax, even in terms of its carly forms With none of thc jmpr^-sionist painters • in his 'Hispanicized phase does strokc play so important a part in the cons- truction of form as with Andreescu On the contrary, with thc impressionists it tcndcd, from thc start, to grow emancipated, astuliy independent as possible In Andreescu s ar thc stroke seems to rank mostly among thosc cleinents which make up the classic idiom of expression No doubt, his writing^ is not by far as dull in favour of an academic form as that of Fantin-Latour, or of Degas, in his 'classical' works, painted in oii in his younger years And yet, not even in his "freest" works (Women in the Park, for instance) does Andreescu deem it neces- sary to takc the stroke out of its tradițional funcțional role and reduce it to a spot; instead, he subordinates it to a relatively synthetic plastic construction of the form, leaving its expressive structure only partly visible Where it is no longer a plastic instrument of the form, with which it can make up a perfect unity - as in most of his works - and, on the other hand, has not acquired an expressive physiognomy of its own - as in the case of impressionist pain ting - the stroke of Andreescu, usually very suggestive and full of effectiveness, seems to be drifting about, as in the above-mentioned picture In fact, between the impressionist painters and Andreescu we find not only a difference of aesthetic ideal, but also one of artistic structure To Andreescu, and to nearly all the Romanian painters that came after him, rendering the 'transient', thc 'ephemeral', facilitatcd by tic impressionists' discoveries about the touch's ability to express motion, has never becn a temptation Against thc unconcern of thc impressi-onists' design and against rigid forms of hc classicists (academic or not), Andreescu showed, from the start of his artistic activity, complete sureness in finding the right mea-sure, in striking a balance between a concise manner of expression (e g Grigorescu's) and a iully sphcrical onc Expressing form entirely is blendcd with a rigorous enough observancc rhough allowing of some modern licences - of thc three-dimen- sionality of space (d) Colour used to express space In representing space, Andreescu applies both thc Renaissance perspectivul principles cuncerning the relation between size and da lance, and the 'modern' oncs of inter-Pteting distancc through colour The possi-bihty ol renouncing the threc-dimensional rcpicscntation ol space hy thc imitative fir"'of all, to a chromatic disruption of the unky of thc canvas, bccomcs ev de it n thc yrcpresentativc works of Andic scm Like Pissarro in thc phase oi caily onism, Andreescu manages to chromatically thc expressive virtuos of thrcc-dimcnsionality with thc decorative ones of two-dimcnsionality, in a synthesis preserves the cssentials and removes the imperfections of both these approachcs As regards the stylistic status of Andrc-escu's painting, the authors maintain - an this is a basic idea of thc entire book - that his ceuvre belongs neither to impressionism nor to the Barbizon school, which both have their own status and distinct stylistic autonomy In this respect it is conncctcd, as has already been pointed out, with some works by Pissarro and with thosc of Sisley, Manet, Bazille and Van Gogh (in his carly Parisian period) While in general such works are accounted 'impressionist' only because they bear the signatures of artists regarded as impressionists, this does not mean that they actually possess in full thc characteristics of impressionist painting, or that other characteristics they have might be less valuable They are simply differcnt, and deserve to have an identity of their own within an art which, for some of these painters, was a gateway to impressionism, for others - to 'grand painting' and for others - even to express ionism For some of them, however, who either died young (Andreescu, Bazille) or found it better suited to their resources (Manct), this form of art remained the only tool employed in that particular artistic period The most numerous similitudes in this respect are found between Pissarro (in thc years - ) and Andreescu, in whose works the blcnding of three- and two- dimcnsional representation results in a flattened space which, strangely enough, retains the attributes of distancc This space is simultaneously flat and decp, close and distant, a kind of nearer distancc (or a more distant ncarness) similar to thc optical effect of a photo lens that shortens thc perspective instead of lengthening it (as does a depth objective) This flattened space, so much used nowadays in fllms shot with wide-anglc lenscs, unfolds upwards, but also in depth, confronting the viewcr with a charming ambiguity of great expressive and acsthctic value Even were we to remove all thc graphic marks of linear and aerial perspective from one of Andreescu's repre-sentative works, thc colour would still remain organized in depth, owing to the structural determinations to which the artist bubjects it With thc cxccption of his fcw chiaroscuro pictures, in all his works Andreescu achieves an impressiou of space wether by using coloured grcys ( Market-place at Buzău, Roadside House Leaflcss Forest) Countryside Road, J lon-ghing, Wiutcr Painting are coU> descendent', 'sensitive - harmonies achieved as different modalities in thc gixx'n-ormge-violet kcy Even his red-blue colours (thc maior scale) are bv- complex expressions of the minor kgîven-orimge \iolet) The two componente of A idreescu's chromatic expression (thc spatio-substantial tensional structure of the colour and the descendent, 'minor' har-nxonic modalities) are rounded off by the 'vsources of a third expressive dimension: that of the "pure' - "altered* polarity (as far as his art is concerned, a "pure' colour denotes one having the appeavance of a x anim limpidity and structural simplicity only in relation to an altered colour, of a maximum complexity of constitution) By their structure, Andreescu's greys are always reducible to the family of their original se le hey are never left to drift around, in the unidentifiable arca of some chromatic "no man's land', as it frcqucntly happens in Renaissance and post Renaissance painting, whcrc one has thc impression that thc artist strove prcciscly to remove any trace showing that his greys pertained to an identifiablc family of basic colours This distinguishes Andreescu from the more "modern' - in Grigorescu, in whose terms of the design - painting the emphasis is put not on thc colour, but on the values, incidentally and non-structurally coloured It is a point of divergence, in the use of the colour resources, as a means of pictorial expression, between the spirit of the past and that of the new age, to which, for all its rather classical form, Andreescu's painting also belongs The last chapter, ANDREESCU'S ARTISTIC POSTERITY, is a brief survey of the Romanian school of painting in the years before the First World War, in the inter-war period and since The authors stress the exemplary austerity and rigour that Andreescu's work represented for the у o ung painters who made their first steps in art during the carly 's https://neculaifantanaru com/alpha-leadership html https://neculaifantanaru com/en/alpha-leadership html 